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ROSALIND IN THE TWENTIETH CENTURY:  AN ANALYSIS OF 
PERFORMANCES BY EDITH EVANS, KATHERINE HEPBURN AND 
VANESSA REDGRAVE 
by 
Mary Ann J. Pasda 
ABSTRACT 
William Shakespeare created Rosalind in the pastoral 
comedy As You Like It which was first performed on 
December 2, 1603.  In this investigative study, I have 
provided a discussion and analysis of the performances of 
three actresses who portrayed Rosalind in the twentieth 
century.  Edith Evans played Rosalind in productions of 
As You Like It at the Old Vic Theatre in London, England in 
1926 under the direction of Andrew Leigh, and again in 1937 
directed by Esme Church; Katherine Hepburn portrayed the 
heroine at the Cort Theatre In New York City in 1950 directed 
by Michael Benthall, and Vanessa Redgrave created the role at 
the Aldwych Theatre in London, England in 1961 directed by 
Michael Elliott.  Four conclusions concerning methods of 
producing As You Like It and interpretations of Rosalind In 
the twentieth century emerge from this study:  (1) methods of 
theatrical production changed between 1926 and 1961 as illus- 
trated by the comparison of four productions of As You Like It; 
(2) Esme Church directed the most outstanding production of 
As You Like It; (3) though Edith Evans, Katherine Hepburn and 
Vanessa Redgrave approached the role with similar acting 
techniques, they interpreted Rosalind differently; (4) Edith 
Evans gave the most successful performance of Rosalind. 
INTRODUCTION 
William Shakespeare created his most enchanting comic 
heroine in the pastoral comedy, As You Like It.  Rosalind 
is a creature of impulse who speaks her thoughts as they 
come to her.  She is alternately sad and merry, despairing 
and confident, and the actress who plays her must reflect 
her moods in her face and voice with quick honest 
transitions.  Rosalind is the primary focus of this dis- 
cussion and analysis of the performances of three actresses 
who played her.  Dame Edith Evans played Rosalind in 
productions of As You Like It at the Old Vic Theatre in 
London, England in 1926 and again in 1937; Kathcrine 
Hepburn portrayed Rosalind at the Cort Theatre in New York 
City in 1950, and Vanessa Redgrave created the role at the 
Aldwych Theatre in London, England in 1961.  In the intro- 
duction to this study, I have provided a short plot synopsis 
and a brief stage history of As You Like It, as well as the 
reasons for my selection of two English actresses and one 
American actress.  The study is in three parts:  (1) factual 
information concerning each performance; (2) a comparison 
of the actresses' technique and interpretation of Rosalind 
and the degree of success of each performance; (3) an 
evaluative essay suggesting that Edith Evans gave the most out- 
standing performance.  This study will demonstrate that all 
aspects of dramatic art must work together to make a production 
successful. As I attempt to recreate each performance I will 
depend on the reader's imagination to envision the production. 
The most important goal of this study is to explore the charac- 
ter of Rosalind as Shakespeare created her, through the 
examination of three different performances by three actresses. 
Through an understanding of their portrayals of Rosalind, we 
should come to understand her, and the world of Shakespeare's 
pastoral comedy. 
William Shakespeare based As You Like It  (c. 1599-1600) on 
Thomas Lodge's Rosalynde (pub. 1590), replete with the con- 
ventions of pastoral romance.  These conventions implied that 
urban life is corrupt and only in the pastoral scene could the 
most satisfying life, which is at once the simplest and noblest, 
be led.  Shakespeare presented both the ideal and the real in 
As You Like It in startling juxtaposition. 
The story is set in the Forest of Arden in medieval France. 
Before the play begins, the Duke of Burgundy had been deposed 
by his younger brother, Frederick.  Driven from his dominions, 
*-The Reader's Encyclopedia of World Drama, ed. John 
Gassner and Edward Quinn (New York:  Crowell, 1969), p. 643. 
Duke Senior fled with his faithful followers to the Forest of 
Arden.  There he lived a happy life, free from the cares of the 
court and able to devote himself to learning the lessons of 
nature.  His daughter Rosalind, however, remained at court as a 
companion to her cousin, Celia, the usurping Duke Frederick's 
daughter. 
The action of the play begins as the characters who live 
in court prepare for a wrestling match between the Duke's 
champion, Charles, and a young man named Orlando, the special 
object of Duke Frederick's hatred.  Orlando was the son of 
Sir Rowland de Boys, who in his lifetime had been one of the 
banished Duke's most loyal supporters. When Sir Rowland died, 
he had charged his oldest son, Oliver, with the task of looking 
after his father's charge.  Rosalind hears of the wrestling 
match and tries to dissuade Orlando from what the Duke has told 
her is an unequal match.  She fails, and sees him win the bout; 
afterwards she discovers that he is Sir Rowland's son  (I. ii.). 
Arbitrarily, Duke Frederick orders her to leave court within 
ten days; Rosalind, Celia, and the faithful Touchstone, the 
false Duke'8 jester, set out for the Forest of Arden.  They 
travel in disguise, Rosalind as a man, Ganymede; and Celia as 
his sister, Aliena.  When they reach the forest, they buy a 
cottage, pasture and flocks with the help of Corin, an old 
shepherd (II. iv.). Meanwhile, Orlando also fled to 
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the Forest of Arden because of his brother's harsh treatment. 
He was accompanied by his faithful servant, Adam.  Rosalind 
is astonished to find verses addressed to her hanging on 
trees and her name carved on their trunks.  Celia tellB her 
that the verses were written by Orlando.  Rosalind, who is in 
love with Orlando, decides to remain disguised as Ganymede, 
and meets with Orlando, who docs not recognize her.  Rosalind 
tells the lovesick Orlando to meet "him" at "his" cottage for 
a remedy for Orlando's illness (III. ii.).  Rosalind is an- 
noyed when he does not come, and Celia doubts his constancy. 
As Ganymede, Rosalind interrupts Silvius' wooing of Phebe, 
and reproaches the shepherdess for being so bitter and 
scornful to her lover.  Phebe falls in love with Ganymede/ 
Rosalind (III. v.).  The disguised Rosalind banters with 
Orlando when he arrives late, but when he has gone admitB to 
Celia how "many fathom deep I am in love!" (IV. i.). 
Orlando's brother Oliver suddenly arrives bearing word to 
Rosalind that Orlando has been wounded rescuing him from a 
lionness.  Rosalind faints when Oliver produces a "bloody 
napkin" (IV. ill.) soaked in Orlando's blood.  Celia and 
Oliver fall in love at first meeting and planned to be 
married the next day.  Rosalind assures Orlando that by 
magic art she will bring about his marriage to Rosalind at 
the same time.  She tells Phebe and Silvlus that she will re- 
solve their love problems the next day.  On that day Rosalind 
and Celia enter as themselves, and are joyfully greeted by the 
Duke and Orlando; the weddings proceed. 
The first performance of As You Like It was on 
December 2, 1603.  Shakespeare's company, the King's Men, 
performed the play before King James at the earl of Pembroke's 
estate at Wilton because London theatres were closed at the 
time.   There is no record of any revivals of As You Like It In 
in the seventeenth century.  Directors and producers in 
Europe and America found creative pleasure in producing this 
play during the eighteenth, nineteenth and twentieth centuries. 
Most retained Shakespeare's original text and characters; 
however, some staged so-called "improvements," re-wrote charac- 
ters and experimented with staging.  These "Improved" pro- 
ductions are not the best performances of the play; they are 
merely quaint interpretations expressing theatrical creativity. 
For example, in 1723 Drury Lane staged a confused "improvement" 
by Charles Johnson entitled Love In a Forest.  Johnson excised 
^ Ivor Brown, Shakespeare and the Actors  (London:  Bodley 
Head, 1970), pp. 155-156. 
William Shakespeare, As You Like It, ed. Katherine Lee 
Bates (Boston:  Leach, Shewell and Sanborn, 1896), p. 6- 
the parts of Touchstone, Phebe, Corin, William, Audrey, and Sir 
Oliver Hartext, and dragged in bits from A Midsummer Night's 
Dream, Much Ado About Nothing, Twelfth Night, and Richard III. 
The writer also substituted a duel with rapiers for the 
wrestling match. 
Those directors who rely on Shakespeare's text produce the 
most successful productions of this pastoral comedy.  On 
December 20, 1740 Charles Macklin revived the original comedy 
at Drury Lane, and in England it was frequently staged through- 
out the rest of the eighteenth century.  Dorothea Jordan's 
portrayal of Rosalind was the most successful during this 
century.  She played Rosalind as the gay, mischievous girl that 
audiences expected.  In America, the first performance was on 
July 14, 1786 at New York's John Street Theatre starring 
Mrs. Kenna, an able and popular actress.  Before the close of 
the eighteenth century, As You Like It was played three more 
times in America:  at the New Theatre in 1794, the John Street 
Theatre in 1796, and at the opening of the Park Theatre on 
January 29, 1798.5 
A Shakespeare Encyclopedia, ed. Oscar James Campbell 
(London: Methuen, 1966), p. 43. 
5 Robert Speaight, Shakespeare on the Stage  (Boston: 
Little, Brown and Company, 1973), p. 71. 
In the nineteenth century, As You Like It was popular in 
both England and America.  Almost every notable actress played 
Rosalind, each bringing her own particular style of acting to 
the role.  In fact, some established their reputations with 
portrayals of Rosalind.  For example, when Ada Rehan appeared 
in Augustin Daly's American-made revival at the Lyceum in 
England on July 15, 1890, "Miss Rehan's Rosalind achieved for 
her the theatrical eminence previously attributed exclusively 
to Ellen Terry among Shakespearean heroines.'   Mary Anderson 
played the role at Stratford-on-Avon in 1885 incorporating 
stage business never before used in productions of Aa You Like 
It.  She was said to have praised Orlando's verses by hugging 
them to her heart as she talked with Orlando himself about 
them.7 On December 12, 1836, Ellen Tree chose the role of 
Rosalind for her American debut at the Park Theatre.  "She ex- 
cited enthusiastic comment, and soon afterward the part became 
o 
a favorite of many popular actresses."  Other well-known 
American actresses who played Rosalind during the nineteenth 
century were Charlotte Cushman, Mary Shaw, Fanny Wallack, 
6 A Shakespeare Encyclopedia, p. 43. 
'  Arthur Colby Sprague, Shakespeare and the Actors: The 
Stage Business in His Plays 1660-1905  (Cambridge: Harvard 
University Press, 1944), p. 37 
°  A Shakespeare Encyclopedia, p. 45. 
Anna Cora Mowatt, Laura Keene, Louise Howard, and Julia 
Bennett Barrow. 
Since productions of As You Like It in the twentieth 
century are the focus of this investigation, I have studied 
its stage history and changes in its production during this 
time both in England and America.  In his book entitled 
Shakespearean Playgoing 1890 to 1952, Gordon Crosse suggests 
that productions of Shakespeare during the early part of the 
century could be categorized into two different styles, one 
called "Shakespeare illustrated" and the other "Shakespeare 
Q 
interpreted. *    By this distinction, Crosse explains the 
difference between traditional or old practices inherited from 
eighteenth and nineteenth century productions and the new 
practices of the twentieth century.  The old practices placed 
emphasis on the star actor, cut the text often arbitrarily, 
and used sets which localized, pictorially, the action of the 
play.  The new practices which evolved during the middle of 
the twentieth century focused on the performers as a unified 
company and used the original text.  The stage historian 
Gordon Crosse, Shakespearean Playgoing 1890 to 1952 
(London: Mowbray, 1953), p. 89. 
10 
Arthur Colby Sprague explains the second style, "Shakespeare 
interpreted": 
. . . Shakespeare's own lines conjure up 
backgrounds.  If scenery is introduced at 
all, it should suggest, not represent. . . 
Scenes are no longer sharply defined but 
follow one another in virtually unbroken 
sequences. . . Continuity of performance 
is taken for granted. . . lighting is 
used only as a means to an end - the 
concentration of our attention is on 
essentials, on the players and the play. 
It was not until the 1930's that these practices which Sprague 
describes dominated Shakespearean productions in England and 
America.  Thus, the first performance of Edith Evans in 
As You Like It in 1926 at the Old Vic was produced by Andrew 
Leigh in the old style, but her second performance in 1937 was 
produced by Esme Church in the new style.  In the performance 
of Katherine Hepburn at the Cort Theatre in New York in 1950, 
Michael Benthall used aspects of the old and the new practices. 
Too much emphasis was placed on the "star" qualities of Miss 
Hepburn which caused other aspects of the performance to suffer, 
Vanessa Redgrave's performance at the Aldwych Theatre in 1961 
under Michael Elliott was staged in the new style.  Ironically, 
the new practices are similar to methods of production during 
10
 Arthur Colby Sprague, Shakespearean Players and 
Performances  (Cambridge:  Harvard University Press, 1953), 
pp. 152-153. 
11 
Shakespeare's time.  Then, "the plays of Shakespeare lived in 
their true medium in the care of actors on the stage." 
Emphasis on the Interpretation of the play by the performers 
was important to the directors in England and America between 
1937 and 1961.  The degree to which a production focused on 
interpretation by actors rather than mere illustration largely 
determined the quality of the production for twentieth century 
critics and audience during those years. 
In England a gradual change in methods of producing 
As You Like It began in the early twenties.  In 1907 Oscar Ashe 
delivered one of his typical picture-book presentations at His 
12 Majesty's with Lily Brayton as Rosalind.   The stage setting 
controlled the production with a splendidly mounted version of 
the Forest of Arden.  Ashe also experimented with text revisions 
and superfluous stage business.  In 1926, Edith Evans gave a 
witty portrayal of Rosalind at the Old Vic under the direction 
13 
of Andrew Leigh.   However, the director cut lengthy passages 
C. B. Purdom, Producing Shakespeare  (London: Pittman, 
1950), p. 147. 
12 Sprague, Shakespearean Players and Performances, p. 152. 
13
 Bryan Forbes, Dame Edith Evans. Ned's Girl  (Boston: 
Little, Brown and Company, 1977), pp. 281-282. 
12 
and the elaborate setting and costumes created realistic stage 
pictures but distracted the attention of the audience from 
Miss Evans' fine performance.  Although Andrew Leigh relied on 
the old stage practices in 1926, hints of the new style of 
producing Shakespeare were apparent in earlier productions. 
In 1919, Nigel Playfair staged his unorthodox treatment of the 
comedy at Stratford.  Playfair discarded traditional scenery 
and costumes, and even omitted the stuffed stag which since 
1879 had been "religiously carried through a leaf-smothered 
Arden.     Consequently, the producer and his cast were snubbed 
in the hotels and on the streets of Stratford for having dared 
to meddle with Shakespeare.  The performers, however, were 
judged as giving excellent portrayals of the characters. 
Productions such as Playfair'a led the way for others such as 
that of Sir Philip Ben Greet, who formed his own company in 
London in the early twenties.  His "Pastoral Players" usually 
performed Shakespeare outdoors.  Greet broke traditional stage 
practice by playing without formal sets and with simply designed 
costumes.  As a producer, Greet was noted for his ability to 
create a unified effort between director and actors.  He did 
not cut the plays, carefully rehearsed transitions and 
* Purdom, p. 26 
13 
speeches, and emphasized that the players must understand 
Shakespeare's dramatic intention. 
In the 1937 production of As You Like It at the New 
Theatre, Esme Church incorporated the new methods of producing 
Shakespeare.  She used a stage setting which enhanced the 
production but did not take away from the performers, and em- 
phasized the acting quality of all performers of both major 
and minor roles.  Edith Evans played a fabulous Rosalind once 
again. No other English actress is cited as matching her 
portrayal.  Throughout the war, the comedy was performed almost 
every year.  There were no London productions from 1948 until 
1952 when Margaret Leighton played Rosalind at Stratford.  From 
then on the play was staged regularly.  In 1961 the best 
production in recent years was presented by the Royal 
Shakespeare Company at Stratford.  Under the direction of 
Michael Elliott, Vanessa Redgrave created a beautiful Rosalind. 
Transferred to the Aldwych Theatre in 1962, the Stratford 
16 
production developed to full fruition. 
In America, a similar development occurred in methods of 
15
 Margaret Webster, Shakespeare Today  (London: J. M. 
Dent and Sons, 1957), p. 19. 
16
 David Addenbrooke, The Royal Shakespeare Company 
(London: William Kimber, 1974), pp. 58-59. 
14 
producing Shakespeare; however, American productions of As You 
Like It did not achieve the success of English productions. 
The Rosalinds were never considered inspired, although many 
performances were sccnically sumptuous.  Julia Marlowe played 
the role in American productions spanning more than twenty 
years, but her performances were considered inadequate.  She 
first appeared at Tompkin's Fifth Avenue Theatre during the 
1889/90 season and at the Knickerbocker Theatre in 1898.  She 
resumed the role during a repertory season at the Academy of 
Music, New York, in 1910.  Her husband, E. H. Sothcrn, por- 
trayed Jaques in this and subsequent presentations of the 
comedy during the next three years, but his delivery added no 
new significance to the character.  The same has been Baid of 
Miss Marlowe's Rosalind.  Her approach to the role was too 
technical.  She had a perfectly trained voice and a boyish 
gypsy quality but she did not succeed in delighting audiences 
with a believable performance.   Other actresses who played 
the role in America during the early part of the century were 
Henrietta Crosman in 1902 in New York at the Republic, Marie 
Booth Russell in 1911 at Daly's Theatre, Margaret Anglin in 
1914 in New York at the Hudson Theatre, Edith Wynne Matthison 
17
 Speaight, p. 84 . 
15 
in 1918 in New York at the Cort Theatre, and Katherln Emery 
in 1930 in New York at the Ritr.  None of these productions 
18 
were considered above mediocre. 
In 1950, Katherine Hepburn starred in a scenically 
gorgeous production at the Cort Theatre in New York. Michael 
Bentholl directed this commercially successful presentation 
which ran for 145 performances.  In 1958 the New York 
Shakegpeare Festival offered As You Like It with Nancy 
Wickwire as an innocent but impetuous Rosalind.  Then in 1963, 
Joseph Papp produced an unsuccessful version of the comedy 
with Paula Prentiss as the comic heroine.  The comedy was 
produced at the Stratford Festival in Ontario in 1959 and at 
Stratford, Connecticut in 1961.  Irene Hunter played In the 
earlier and Kim Hunter in the later production. Both were 
considered adequate Rosalinds.  One of the latest American 
efforts with the play was a musical adaptation by Dran and 
Tani Seitz, twin sisters who played Celia and Rosalind at the 
Theatre de Lys In New York.  The production was considered a 
19 pleasant diversion but nothing more. 
A
 Shakespeare Encyclopedia, p. 46. 
19 A Shakespeare Encyclopedia, p. 46. 
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The purpose of this Investigative study is to illustrate 
the changes in methods of producing Shakespeare's As You Like 
It during the twentieth century, to study the approach of 
three famous Shakespearean heroines to the role of Rosalind, 
and to determine the reasons for the quality of each 
performance.  I have examined what I believe are the three 
most outstanding performances of Rosalind given in the twen- 
tieth century: Dame Edith Evans at the Old Vic and the New 
Theatre in England, Katherine Hepburn at the Cort Theatre in 
New York City, and Vanessa Redgrave at the Aldwych Theatre in 
20 England.  The productions span the period from 1926 to 1961. 
■*■" The information contained in this thesis has been ob- 
tained through newspaper and magazine reviews and articles, 
programs, personal letters, recordings, pictures, biographies 
and stage history books.  Performing Arts research centers in 
the Eastern part of the United States and in England have 
provided valuable reviews, articles, and pictures for this 
study.  I have provided a list of these libraries and centers 
for research in Appendix VI. 
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CHAPTER ONE 
Edith Evans 
Dame Edith Evans was born in Westminster, London on 
February 8, 1888, the daughter of post office worker Edward 
Evans and his wife Ellen, who ran the house as a boarding es- 
tablishment.  Edith became accustomed to meeting people and 
being at case with them because of the numerous turnovers in 
boarders.  Her first ambition was to be a milliner, and she 
apprenticed at age fifteen with a Mr. Blackaller.  Some time 
between 1904 and 1912, Edith Evans started to attend evening 
classes in Shakespearean acting with Hiss E. C. Masscy. Miss 
Evans' first public performance was in October 1910 when she 
portrayed Viola in Twelfth Night produced by Roderick L. Eagle 
for Miss Massey's Streatham Shakespeare Players.  At this 
performance, her extraordinary talent was noticed by producer 
William Poel who was responsible for transforming the young 
milliner into an exceptional actress.  Miss Evans played a 
minor role under Poel's direction in 1912 in a revival of a 
sixth century Hindu classic called Sakuntala by the poet 
Kalidasa.  In 1913, she appeared in productions at the New 
Royalty Theatre on Dean Street in London.  "It was here that 
18 
she observed, assimilated, stored experience; watching those 
she admired, taking from them what could best be fitted into 
her own personality and discarding anything that lacked 
truth."  During her first season there she understudied and 
played a variety of character roles.  She continued her career 
at the Royalty through 1917, building on small roles for which 
more often than not she was too young.  Her enthusiasm was 
such that she accepted everything offered gratefully and 
without complaint.  Eventually, she played leading roles in 
theatres all over London.  In 1921 her impersonation of Lady 
Utterworth in George Bernard Shaw's Heartbreak House was 
highly praised.  She married George (Guy) Booth, a petroleum 
engineer, in 1924.  She was then playing stock at the Old Vic. 
(She and her husband Booth were very close to each other 
though their careers often kept them apart.  He was often in 
Venezuela.  Guy Booth died 11 years after their marriage.) 
By 1926, Edith Evans was acclaimed as one of the few English 
actresses who understood and could play "the modern style of 
acting "  which demanded a more realistic approach than the 
1
 Forbes, p. 35. 
2
 Forbes, p. 59. 
19 
old style which was based on representative gestures and 
melodramatic line readings.  Even in an affected or artificial 
character, she sought to find an essential truth and the 
simplest way of conveying it to the audience. 
Edith Evans performed in over 120 plays and majiy films 
throughout her highly successful career.  She won the American 
Film Academy Award nomination for Best Actress for her per- 
formance in The Whisperers, written for her by Bryan Forbes, 
and for Best Supporting Actress for her performance in Tom 
Jones.  In 1946 she was made a Dame of the British Empire, an 
honor accorded to very few English actresses.  She died in 
October 1976 in Kilndown, Kent, at age 88, and is remembered 
as a "supreme mistress of high comedy and farce, a brilliant 
and versatile character actress rich in power and emotional 
conviction."3 
Dame Edith Evans played Rosalind twice during her career: 
first in January 1926 in As You Like It at the Old Vic under 
Sidney Skolsky, "Tintypes...Edith Evans" New York Post, 
16 March 1968. Note: Other sources for the biography of 
Edith Evans are:  (1) Jean Batters, Edith Evans (London: 
Hart-Davis MacGibbon, 1977); (2) Sydney W. Carroll, "The Art 
of Edith Evans, A Real Actress" London Observer, 1937; 
(3) "A Very Honest Actress" London Observer, 17 October 1976. 
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the direction of Andrew Leigh; and ten years later in 1936 at 
the same theatre under direction of Esne Church.  The second 
production was revived at the New Theatre in February, 1937. 
Miss Evans was thirty-eight when she first played Rosalind and 
forty-eight in her second appearance.   Both productions were 
acclaimed as successful.   The chief point of contrast between 
Miss Evans' two impersonations of Rosalind concerns her 
delivery of one line.  The drama critic for the London Times 
who reviewd the opening of the revival on February 12, 1937 
explains that Miss Evans missed a vital transition in Act IV 
Scene 1 in her performance at the Old Vic in 1926, but 
corrected her flaw in the performance at the New Theatre 
eleven years later.  Rosalind, disguised as a boy, talks to 
Orlando about being in love in an ironic, mocking tone.  Upon 
his exit, she turns to Celia and confesses, "0 coz, coz, coz, 
my pretty little coz; that thou didst know how many fathoms 
deep I am in love!"  In the 1926 performance, Edith Evans 
maintained her mocking attitude toward love as she spoke this 
* J. C. Trewin, Shakespeare on the English Stage 1900-1964 
(London:  Barrie and Rockcliff, 1964), Appendix I. 
-* Before the performance critics argued that Miss Evans 
waB too old to play Rosalind successfully at age thirty-eight 
and again ten years later at age forty-eight.  However, as one 
of her biographers points out, "arguments as to her suitability 
were once more demolished by her artistry." Forbes, p. 113. 
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line, playing up the comedy rather than allowing the audience 
to see the romantic side of Rosalind and her true feelings of 
love for Orlando; however, in the 1936 production she ac- 
complished the subtle change of tone necessary to show the 
right emotion.  In the performance at the New Theatre, she 
said this line with "passionate feeling - brilliantly and 
splendidly right..."6 effectively demonstrating her love. 
Except for her improvement upon this emotional transition, Miss 
Evans' performances of Rosalind in 1926 and 1936-37 were quite 
similar.  The only other difference involves the staging by 
Andrew Leigh and Esm£ Church. Mr. Leigh used traditional 
costumes and setting, but Mr. Church created an experimental 
and adventurous staging by utilizing 18th century style costumes 
and setting.  Actually, this difference in staging did not 
affect Miss Evans' interpretation of Shakespeare's comic 
heroine; she created a magnificent Rosalind with superb 
artistic control in both performances, captivating audiences 
and critics alike. 
London Times, 12 February 1937, p. 12, col. 2. 
7 London Observer, 11 December 1936, located in files of 
the Lincoln Center Library for Performing Arts Research, 
New York City. 
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Edith Evans first performed Rosalind during her opening 
season with the Old Vic Company, three days after her marriage 
to Guy Booth. °    During the season from September 1925 to May 
1926, Miss Evans played thirteen roles (see Appendix I), 
Rosalind of As You Like It being her most notable performance. 
According to one critic, "she produced one of the divinest 
9 
pieces of comedy this astonishing actress has yet given us." 
Although Miss Evans1 performance of Rosalind was judged 
as "heavenly," the technical aspects of the performance are not 
mentioned in stage history archives.  In a review of Edith 
Evans' portrayal of Rosalind in 1936, the critic Charles Morgan 
prefaces his critique with a statement that provides some in- 
sight into the 1926 production.  He comments that "Ten years 
ago the Old Vic was a theatre chiefly devoted to usefully pious 
but often slightly dull productions of Shakespeare." 
Furthermore, other critics do not mention Mr. Leigh's staging 
of As You Like It.  One can conjecture that in his conception 
of the production he did not experiment with costume, setting 
or stage business.  During the four years when Leigh produced 
8
 Forbes,  p.   98. 
9
 Forbes,  p.   114. 
10 London Observer, 11 December 1936. 
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Shakespeare at the Old Vic (1925-29) he followed the methods 
of his predecessors, but did not add much innovation to his 
productions.  Stage settings formed realistic pictures, and 
were quickly changed between scenes.   Traditional 
Elizabethan costumes, decorative scenery, minimal lighting 
and blocking typical of past productions typified Mr. Leigh's 
directorial process.  The cast  (see Appendix II) performed 
adequately but their portrayals of Shakespeare's characters 
did not match Miss Evans' "wonderful performance of Rosalind. 
Mr. Frank Vospcr handsomely played Orlando "in the proper 
picture-book manner."^ other members of the cast who gave 
good performances were Mr. Balliol Holloway as Jaques and 
Miss Cicely Oates as Audrey.  Lack of technical imagination 
11
 Purdom, p. 58. 
12 The cast list for the 1926 production is given in a 
newspaper review of Edith Evans' performance of Rosalind in 
1926, found in the files of the Harvard Theatre Collection, 
room 90, extension 5-2445 of the Harvard University Library. 
Author is identified as St. J. E. and the source of the review 
is unidentified.  The section listed at the top of the review 
is called "The Week's Theatre." Hereafter referred to as 
Harvard Theatre Collection, 1926 review. 
13
 Harvard Theatre Collection, 1926 review. 
Herbert Farjeon, The Shakespearean Scene (London: 
Hutchinson, 1948), p. 58. 
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led Mr. Leigh to depend on the talent and training of his 
leading lady to carry the performance.  Edith Evans fulfilled 
these requirements so well that audiences were overjoyed to 
see her again as Rosalind in 1936, once more on the stage of 
the Old Vic. 
In November 1936, Edith Evans played Rosalind at the Old 
Vic in a production of As You Like It directed by Esme Church. 
In the spring of 1937 the production was revived at the New 
Theatre for a short run.  Edith Evans wrought such magic in her 
creation of Rosalind that, as critic Alan Dent put it, "in the 
end the audience was made one with Orlando.  People still re- 
member the lilt of her voice and twenty years after will quote 
the special emphasis and Inflection she gave to a phrase."^ 
Critics of this performance mutually conclude that:  (1) Edith 
Evans portrayed the best Rosalind ever seen on the English 
stage, (2) Mr. Michael Redgrave as Orlando gave a forthright 
romantic performance which complimented Miss Evans' powerful 
Rosalind, and (3) Molly MacArthur's Watteau style costumes and 
setting  added a welcome change to a much over-done 
15
 Speaight, p. 153. 
16
 Antoine Watteau (1684-1721) was a French painter of 
Flemish origin who was celebrated for the lyric quality of his 
gay and sensuous scenes of open-air festivities. 
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Shakespearean comedy.*' 
Edith Evans' Rosalind was called clever, gay, and created 
with such power that she did "not merely play Shakespeare, she 
fulfills him."18 She played the role with the control of the 
mannered style needed to be the lovely heroine dressed in 
eighteenth century ailks and brocades.  Edith Evans accom- 
plished the difficult task of using the affections of 
eighteenth century style costume, setting and manners to gaily 
and skillfully bewitch the audience into believing that she 
was fathoms deep in love.  She seemed to be the natural in- 
habitant of the Arden "on a French canvas of the eighteenth 
century. "^ in fact, Miss Evans' performance was so out" 
standing that although Rosalind seemed to be "lingering in the 
Restoration"20 because of the Watteau setting and costumes, 
17 Information concerning the 1936-37 production was ob- 
tained from the following sources:  reviews in New York Times, 
London Observer, Herald Tribune, Plays and Players, Play 
Pictorial, articles filed In the Harvard University Theatre 
Collection and Bryan Forbes, Dame Edith Evans (Boston: Little, 
Brown and Company, 1977), J. C. Trewin, Edith Evans (London: 
Camelot Press, 1954), and J. C. Trewin, Shakespeare on the 
English Stage 1900-1964 (London:  Barrie and Rockliff, 1964). 
i8
 Review of the 1937 production found in Harvard Theatre 
Collection entitled "As You Like It", source unknown, cata- 
logued under Evans as Rosalind.  Hereafter referred to as 
"As You Like It," 1937. 
*9 Ivor Brown, "As You Like It" London Observer, Sunday 
14 February 1937, Theatre Section. 
20
 J. C. Trewin, Edith Evans, p. 76. 
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every line was caressed and every speech tingled.  Vocally 
she excelled.  No other actress could have danced up and down 
the scale on "Alas the day! what shall I do with my doublet 
and hose?" In her Boy Blue coat and breeches, she was truly 
Rosalind.  Not only did she authentically love, but she was 
"the center about which all things moved.  The audience was 
delighted, and with reason. . . within all the dazzle of her 
pretences, there was a girl in love."21 Edith Evans played 
Rosalind with the technical brilliance of a seasoned actress, 
giving the part an ironic edge that was her own.  Her acting 
had such "warmth and amplitude "that she took the verse in 
her mind's stride and fondled it; . . . her way with the 
Epilogue should become historical."22 she stood next to a 
ten foot statue of cupid which was draped with a string of 
fresh flowers, and she gazed out into the audience as she 
fondled the flowers.  Her hair was pulled back into a loosely 
finished bun.  As she spoke, she barely moved, and delivered 
21
 "As You Like It" The London Times, Friday, 
12 February 1937, Theatre Section, 12 b. 
22 
"As You Like It", 1937. 
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the final message with such care and romanticism that when 
she was through the audience burst into applause admiring her 
Rosalind. 
Miss Esme Church directed the production with a mannered 
agreeable smoothness.  She blocked the scenes with freedom and 
agility, allowing Miss Evans to roll around on the floor and 
pose against a set decoration. Directorially, she designed 
the play based on eighteenth century style and manner.  She 
over-emphasized the comic scenes, playing up the wit of 
Rosalind.  She had Edith Evans mock and glitter and play the 
fool with marvelous ease and grace.  Her cast was well chosen 
(see Appendix II). Much of Miss Evans' great success with the 
authenticity of Rosalind's love was made possible by 
Mr. Michael Redgrave's Orlando which was even more romantic 
than Miss Evans' Rosalind.  "Their playing together as Rosalind 
and Orlando was one of those rare marriages of professional 
talent and private affection that . . . illuminate the lives 
of those who perform and those who watch."23 The pair worked 
together closely with Miss Church, and their mutual trust, 
love, and understanding of the characters seemed to be the 
major reason for the production's huge success. As a 
director, Esme1 Church was interested in the acting quality 
23
 Bryan Forbes, p. 183-184. 
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of her entire cast, and stressed an understanding of the 
script.  She was one of the directors in the early twentieth 
century to create the modern stage practices based on 
Shakespeare interpreted." Unlike Andrew Leigh, the director 
of Edith Evans' 1926 performance, Esme Church strove for a 
unified production where the director, technical crew and 
the company of performers evolved as a unified troupe. 
Esm6 Church's success was caused in part by her close re- 
lationship not only with her cast but also with her set and 
costume designer, Molly McArthur.  Together, they designed a 
set which included a swing whose garlanded ropes apparently 
descended from the sky, the offstage sounds of birds, streams 
and summer woods, a backdrop depicting a Watteau forest in 
brilliant greens and blues, with arching boughs, vague silvery 
distances, and ornamental waters. Although one critic com- 
mented that the fancy extras of the set design were superficial 
ornaments which did not do anything except provide an "un- 
stereotyped"  version of the forest of Arden, others agree 
that the "eighteenth century formalism...had a rate decorative 
charm." J       Molly McArthur not only created a  set design which 
24 Charles Morgan, "Of Drama by the Thames" London 
Observer, 11 December 1936. 
25 The London Times, 12 February 1937. 
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I.  Edith Evans as Rosalind and Michael Redgrave as Orlando in 
Esme Church's production of As You Like It (designed by Molly 
McArthur in the Watteau manner) at the Old Vic in November, 
1936.  This revival went to the New Theatre in February 1937. 
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provided the perfect addition to Miss Evans' high comedy and 
wit, but also dressed the characters in costumes which were 
elegant and gay.  All the costumes were done in black and 
white.  Miss Evans' dresses were made of white and silk bro- 
cade, and her Blue Boy style outfit was black silk with white 
lace.  Technically, the production was as outstanding to 
observe as was Miss Evans1 Rosalind.  It is still one of the 
most memorable productions of As You Like It In the history 
of the play. 
Katherine Hepburn 
Katherine Houghton Hepburn,- known familiarly as Kate, 
was born in Hartford, Connecticut, on November 8, 1909. 
She was named after her mother who was a Boston Houghton, one 
of New England's wealthiest families.  Her father, Dr. Thomas 
Norval Hepburn, was a distinguished surgeon on the staff of 
the Hartford Hospital and a highly successful investor who be- 
came rich from inspired buying and selling of stock. 
2
" Information for the biography of Katherine Hepburn was 
found in the following sources: Gary Carey, Katherine Hepburn 
(New York: Pocket Books, 1975) and Charles Higham, Kate: The 
Life of Katherine Hepburn (New York: Norton, 1975). 
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Miss Hepburn'8 elder brother, Tom, and younger siblings, Dick, 
Bob, Marion and Peggy were all raised to practice free speech; 
"as soon as they could talk, they were urged to express them- 
selves on every conceivable subject, arguing a point of view 
until everyone was exhausted."2' Up to the age of ten, the 
actress was an uncomplicated, open-faced, freckled tomboy. 
But then she experienced the death of her older brother, Tom, 
a tragedy which "altered her character overnight, and made her, 
for many years, a violent antagonist of the world."28 On 
Easter of 1920 she and Tom visited friends in Boston.  On 
Saturday night after a late party, she found Tom hanging from 
a beam in the attic with a noose around his neck.  Her agony 
over his death was so extreme that she became a highly nervous, 
moody girl, suspicious of people, arrogant and disrespectful, 
bitter and hating religion.  At thirteen her desire to become 
a movie actress emerged.  At that age, Katherine Hepburn ap- 
peared in Marley's Ghost and Bluebeard in a special benefit 
for Navajo Indian Children at Fenwick.  At sixteen, she 
entered Bryn Mawr, her mother's alma mater, a fresh-faced, 
27
 Higham, p. 2. 
28
 Higham, p. 5. 
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freckled dynamo who hated studies but fought hard to Improve 
her grades so she could appear In college theatricals.  She 
performed in an angular, mannered style, appearing in 
A. A. Milne's The Truth About Blayds and Cradle Song.  In the 
spring of her senior year, she played a marvelous Pandora in 
John Lyly's The Woman in the Moone, earning a burst of 
applause from both parents and students:  she decided at that 
moment to make definite plans for a theatrical career. 
Miss Hepburn's first professional performance was in 1927 
with a stock company in Baltimore under Edwin H. Knopf.  She 
played the part of a lady-in-waiting to Mary Boland in The 
Czarina.  In the other productions with Knopf in which she 
appeared she did not succeed because she could not memorize 
lines and experienced stage fright. Momentarily, she decided 
to give up the theatre due to her failures in acting and im- 
pulsively married Ludlow Ogden Smith.  She admitted that 
although she could read a part extremely well, she couldn't 
keep it.  She would lose her voice, forget lines and 
couldn't act.  She and her husband moved to New York City, but 
eventually broke up after three weeks.  She much preferred 
"Luddy" when he was not physically and domestically her 
husband, and in fact he became her lifelong friend.  She re- 
mained legally married to him for several years to deter men 
33 
who might be attracted to her. 
Miss Hepburn continued living in New York after her 
abortive marriage, studied with the drama coach Frances 
Robinson-Duff, appeared in plays with the Theatre Guild, and 
continued acting in summer stock.  Her performance as Antiope 
in The Warrior's Husband at the Morosco Theatre in New York 
was the turning point in her early career.  The stage manager 
of the production Phyllis Seaton commented that "The audience 
was amazed by Kate. . . She had a terrific grace. . . she came 
down a ramp of great stairs, ran onto a platform, and jumped 
onto the main stage . . . The audience responded immediately. 
29 This was a star!"   From that performance, Miss Hepburn 
earned the prestige to take a screen test for the part of the 
unhappy British society girl, Sydney Fairfield in a version of 
Clemence Dane's play A Bill of Divorcement.  David Selznick 
hired her in June, 1932.  The film was a success, and Kate 
made the picture Three Came Unarmed immediately.  Following 
this, she appeared in the films Christopher Strong, Morning 
Glory. What Price Hollywood and Little Women.  Intoxicated by 
her success with the last film, Katherine Hepburn at 
twenty-four decided to make an Immediate return to the stage. 
29 
Higham, p. 19. 
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Between 1933 and 1936 she played in several unsuccessful pro- 
ductions such as The Lake and Quality Street on the New York 
stage.  She returned to Hollywood in 1937 but travelled back 
to New York to appear in stage productions.  During this 
period in her career Katherine Hepburn developed a long- 
lasting relationship with the Theatre Guild in New York, 
through which she played in The Philadelphia Story and 
Kitty Foyle.  In 1941 she appeared opposite Spencer Tracy in 
the film Woman of the Year for which she was nominated for 
best actress.  She and Tracy fell in love during the shooting 
of the picture, but were never married.  "He was not only her 
adored companion but also her trusted advisor."^O They 
continued a long-lasting affair until his death in June 10, 1967. 
In the fall of 1949 Katherine Hepburn signed a contract 
with the Theatre Guild to appear as Rosalind in As You Like It. 
At first she was horrified with the idea of playing Shakespeare: 
she had never attempted it.  She worked with Constance Collier 
to coach her in the role for three hours a day for six months. 
Michael Benthall was brought from England to direct. Miss 
Hepburn was largely responsible for the casting, costuming, 
30
 Higham, p. 115. 
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set design and involved herself in every aspect of the 
production.  She played 145 performances and was offered the 
role in The African Queen as a result of her commercial 
success in As You Like It.  Audiences recognized her as 
Katherine Hepburn "the star," although her portrayal of 
Rosalind was not as refined as Edith Evans'.  She was not 
skilled in playing Shakespearean comedy, but audiences did not 
seem to notice.  "They were charmed by Miss Hepburn's magne- 
tism and personal beauty. . . her legs became the talk of 
New York and every night there were gasps and applause when 
31 
she appeared in tights." 
Katherine Hepburn has won eleven Academy Award nominations 
and three Oscars.  During her career, she played Euripides, 
Shakespeare, Shaw, O'Neill, Williams and Albee, a far-ranging 
repertoire that no other American actress of her generation 
can match.  Over the years "she has occasionally been bad but 
she has rarely been boring."32 she is an actress who has the 
31
 Carey, p. 162. 
32
 Carey, p. 238. 
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Theatre in her blood and finds joy and excitement in her 
craft.33 
The Theatre Guild's production of As You Like It3^ went 
into rehersal in November 1949 with Michael Benthall, a 
prominent English director in charge of production. 
33 in a personal letter which I received from Katherine 
Hepburn dated February 26, 1980, she answered my request for 
information concerning her performance as follows: 
Dear Mary Ann Pasda, 
I am sorry but I really do not have the 
time to answer sensibly that list of questions 
and I have no records of anything. Try the 
Lincoln Center Library. 
Miss Hepburn presently lives in West Hartford, Connecticut. 
3^ The following sources provided the information for 
Miss Hepburn's performance of Rosalind in 1950: John Mason 
Brown, Dramatis Personae (New York: The Viking Press, 1963); 
John Mason Brown "That Forest of Arden," Saturday Review, 
February 1950, pp. 24-26; Joseph Heidt in a Press Release 
for The Theatre Guild, 23 West 53rd Street, New York 19, NY; 
Mary Crapo Hyde, "Katherine Hepburn's As You Like It," 
Shakespeare Quarterly, 1, No. 2 (1950), pp. 54-55; New York 
Theatre Critics Reviews, XI, No. 2 (January 30, 1950) 
pp. 367-369, hereafter referred to as NYTCR; Newspaper re- 
views and photographs found in files on Miss Hepburn in the 
New York Public Library Branch at Lincoln Center in New York 
for Performing Arts Research cataloged under the title 
"Hepburn as Rosalind" and newspaper reviews, original photo- 
graphs and program found in the files on Miss Hepburn in the 
Harvard Theatre Collection in the Harvard University Library 
cataloged under Katherine Hepburn. 
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At Miss Hepburn's request, the Theatre Guild arranged a nine- 
week pre-Broadway tour, which was a critical and financial 
success.  In every city, reviews expressed admiration for 
Katherine Hepburn's buoyancy and grace, while the public was 
impressed by her beautiful appearance in doublet and hose. 
In a newspaper review of the road performance in New Haven, 
Connecticut, one critic commented that the "Production has 
many points in favor of its acceptance, not the least of 
which is a fine performance by Katherine Hepburn. . . other 
attributes include beautiful physical effects, a generally 
excellent troupe and interesting direction."35 Although 
critics reviewed the road show favorably, when the production 
opened on Broadway at the Cort Theatre on January 26, 1950, 
New York Theatre Critics were sharply divided as to the 
virtues of the production.  Half praised Miss Hepburn's 
portrayal of Rosalind, and the other half harshly judged her 
performance.  A close analysis of those reviews who praised 
Miss Hepburn's performance reveals that their praise is one 
dimensional; they do not praise her for transforming into 
Rosalind.  Instead, these critics praise Katherine Hepburn as 
a strong individual who is exciting to watch.  This praise is 
35 Newspaper Review of Miss Hepburn's appearance as 
Rosalind in New Haven, Connecticut in December 1950, found in 
files of the Performing Arts Research Center at Lincoln 
Center, New York City, author's last name is Bone, Legitimate, 
8 December 1949, p. 60. 
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not enough to be convincing. John Chapman of the Daily News 
wrote that "Miss Hepburn has a nice sense of comedy and con- 
siderable skill at timing this comedy."36 Aside from this 
comment, Mr. Chapman discusses the lavish staging and in- 
teresting movement, but does not make any comment about Miss 
Hepburn as a Rosalind. Howard Barnes politely finds defects 
in the comedy and the character of Rosalind rather than em- 
barrassing Miss Hepburn. He suggests that "Here is a comedy 
handsome and somewhat dull resurrection of acomedy which 
defeats most of Miss Hepburn's efforts to give it warmth and 
vitality."3'  Richard Watts of the New York Post exclaims that 
"her Rosalind become a characterization of sheer 
38 loveliness."   Comments such as these merely congratulate, 
but do not describe Miss Hepburn's Rosalind. However, those 
critics who attempt to analyze closely the actress's portrayal 
of the heroine provide an insight into her performance. 
Mr. Robert Garland of The American Journal explains that 
3fi 
John Chapman, "Hepburn an Attractive Rosalind in 
Guild's Lovely As You Like It," Dally News, 27 January 1950, 
in NYTCR, p. 369. 
37 Howard Barnes, "Hepburn in Tights," Herald Tribune 
27 January 1950, in NYTCR, p. 369. 
38 Richard Watts Jr.,  "Shakespeare Delightfully Done, 
New York Post,  27 January 1950,  in NYTCR, p.  368. 
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"Miss Hepburn, her not-too-pleasant voice Constance Collier- 
ized past immediate recognition, gets better as she goeB 
along.  Her comedy in the second act is her best.1    Brooks 
Atkinson of The New York Times adds that "Miss Hepburn has 
too sharply defined a personality for such romantic make- 
believe.  Her acting is tight; her voice is a little hard and 
shallow for Shakespeare's poetry; she has to design the 
character too meticulously."^0 Katherine Hepburn's attempt, 
to play Rosalind was just that, an attempt.  The fluctuating 
comments of critics indicate that her acting was unbalanced: 
one night she was better than the other.  She had to work too 
hard at being Rosalind, and those reviewers who describe her 
performance with any intelligience focus on this fact. Kathorine 
Hepburn was Katherine Hepburn in Arden - not Rosalind.  She 
was a star who was loved by audiences because of her reputat- 
ion as an exciting new actress who created outstanding roles 
on film.  The performance was given over sixteen ovations 
every time it played because of Miss Hepburn's fame, not be- 
cause she played an excellent Rosalind. 
39
 Robert Garland, "Hepburn is Cheered for 'Rosalind' 
Role," American Journal, 26 January 1950, in NYTCR, p. 368. 
4° Brooks Atkinson, "At The Theatre," New York Times, 
27 January 1950, in NYTCR, p. 369. 
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Michael Benthall reverted back to the old practices of 
producing Shakespeare in his conception of As You Like It. 
i 
In an honest critique of the production, Mary Crapo Hyde ex- 
plains that Miss Hepburn'8 production is a legitimate inter- 
pretation of As You Like It with lavish costumes, spectacular 
scenery and realistic stage effects.  The production was 
lavishly decorated with snow, smoke, woodland notes, and 
borrowed songs from Love's Labor Lost which are stage effects 
"common to the tradition of the eighteenth, nineteenth and 
twentieth centuries."41 Benthall, a top director for the 
Old Vic and the Stratford-on-Avon Memorial Theatre made sure 
that his leading lady, Miss Hepburn, was directed to speak 
naturally, and move gracefully as she travelled through the 
forest of Arden. Mr. Benthall substituted high spirits and 
a youthful approach for majestic gesture and the stentorian 
tone.^^ To create a realistic production, Benthall created 
as much movement as possible; somebody was always skipping or 
traipsing about the stage quite prettily.^3 All in all, his 
41
 Hyde, p. 55. 
42
 Robert Coleman, "As You Like It" at the Cort In 
Superb Production,  Daily Mirror, 27 January 1950, in NYTCR, 
p. 367. 
43 Coleman, p. 367, 
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conception was of the type considered "Shakespeare 
illustrated." As a director, Benthall spent less time with 
characterization and more time with appearances.  Both 
Katherine Hepburn who played Rosalind and William Prince who 
portrayed an adequate Orlando were praised for their fine ap- 
pearance in tights and their enjoyable but not excellent 
characterizations. Although the rest of the cast (see 
Appendix IV) spoke clearly, their portrayals were considered 
sufficient but not exciting. Cloris Leachman waa an atten- 
tive Celia, Bill Owen a bright Touchstone and Aubrey Mather a 
fatherly Duke. Michael Benthall emphasized visual effects 
rather than acting quality. 
Technically, the production was a tremendous success. 
James Bailey created realistic 3tage pictures with colorful 
backdrops of woodland settings which showed both winter and 
spring. He placed three trees in the woodland glade. His 
costuming was authentic sixteenth century garb.  His doublet 
and hose design for Miss Hepburn was designed to show off her 
legs. Bailey took advantage of her physique and fitted her 
clothing just right.  She was the most beautiful Ganymede 
ever seen in Arden. For the feminine costumes Bailey used 
traditional Elizabethan costume:  a bodice which is tight, 
flat across the chest, long-waisted, with a pointed front, a 
42 
II.  Katherine Hepburn as Rosalind in disguise as a boy in 
jerkin and hose in the production of As You Like It at the 
Cort Theatre in New York in 1950.  This photo, used for the 
program cover and publicity poster, shows off Miss Hepburn's 
attractive legs. 
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III.  {Catherine Hepburn as Rosalind in disguise as Ganymede 
and William Prince as the romantic Orlando in the 1950 
production of As You Like It at the Cort Theatre directed by 
Michael Benthall, scenery and costumes designed by James 
Bailey. 
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corset, an undergown, puffy sleeves, white neck-ruff, and a 
simple slipper. 44 The male attire was also authentic and 
handsomely done.  Bailey's sets and costumes made the forest 
of Arden "the place of idyllic enchantment"45 for both the 
players and the audience.  Incidential music was played by 
a full chamber orchestra conducted by Robert Irving, and 
Frank Rogier sang Shakespearean Songs periodically throughout 
the performance.  Technically, the production captured the 
essential elements of make-believe. 6 However, in the final 
analysis it proved to be a production notable for atmosphere 
rather than action. 
Vanessa Redgrave 
Vanessa Redgrave, born on January 30, 1937 in London, 
England, was raised in a theatrical home with three generations 
of players.  Her father, Michael Redgrave, played Orlando 
44 Lucy Barton, Historic Costume for the Stage (Boston: 
Baker, 1963), p. 224. 
45
 Watts Jr., p. 368. 
46
 "As You Like It," Theatre Arts Monthly. 34, No. 2 
(1950), p. 14. 
45 
opposite Edith Evans* Rosalind the same year Vanessa was born. 
The evening of the day of her birth Michael Redgrave was 
playing Laertes and Sir Lawrence Olivier was playing Hamlet. 
Before the curtain was drawn, Olivier announced:  "Today a 
lovely young actress was born."   This story is important to 
Vanessa Redgrave because it suggests the love for theatre 
which she inherited.  But this natural gift or attraction to 
the theatre did not make her a natural actress; her early 
photographs show a reticent, thoughtful child, awkwardly tall 
for the stage. As a child Miss Redgrave and her brother would 
improvise stories and characters, and since there was a 
profession in which "you could go on doing this"  she de- 
cided to formally study acting.  In her early teens she began 
formal study at the Central School of Speech and Drama. At 
that point she was very awkward, self-conscious of her height 
(she is nearly six feet tall) and 6poke with a raspy tone. 
However, she studied speech elocution and learned the 
Stanislavsky Acting Technique which she valued and tried to 
master in the minor parts she played during the ensuing years. 
47 
Clive Goodwin, "Vanessa Redgrave - A Personal Inter- 
view," in Acting in The Sixties, ed. Hal Burton (London: 
British Broadcasting Corporation, 1970), p. 166. 
Goodwin, p. 168. 
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She played minor roles in repertory at Frinton-on-Sea, and In 
West End productions.  In these productions she learned to 
manipulate her contralto voice, overcome her height, move 
gracefully and naturally on stage and relax in front of the 
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audience.   In her early years of theatre experience, the 
actress was fascinated by ballet and modern dance which she 
studied intensely.  In her acting career Miss Redgrave relies 
on dance to control her movements. The discipline of dancing 
made her aware that every gesture and turn of the head is 
vital and must be controlled by the actress on stage. 
Vanessa Redgrave played Valeria in Coriolanus and Helena 
in A Midsummer Night's Dream for The Royal Shakespeare Company 
in 1959.  She established her potential as an actress in 1961 
in her portrayal of Rosalind in As You Like It for the Royal 
Shakespeare Company at the Aldwych Theatre. " At twenty-four 
she was acclaimed by critics as an actress who was miracu- 
lously endowed with the gift of being and giving herself on 
stage.  In a newspaper review for the London Observer 
Irving Wardle explains her Rosalind as "radiant." He says 
49 
"As You Like It Seen in England," New York Times, 
5 June 1961, Sec. L, p. 30, col. 1. Hereafter referred to 
as Review in New York Times. 
Review in New York Times. 
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"it glows from within and it illuminates the rest of the 
stage. . . Miss Redgrave now owns this part, and it will be 
a long time before anyone else can touch it without coming 
under her shadow.1    Vanessa Redgrave is considered the 
loveliest Rosalind since Edith Evans.  One reviewer comments 
that "If there is a comparison between Miss Evans and Miss 
Redgrave, the two leading Rosalinds of the last half-century, 
it is that of gold and silver."-'2 Miss Redgrave's next 
notable performance was as Nina in Chekhov's The Seagull. 
Reviewers praised her as a technically intelligent actress 
who was able to place the character in her situation and 
society with believable emotion.  Vanessa Redgrave has played 
in films and television serials in addition to the stage.  In 
The Prime of Miss Jean Brodie she fully developed her saving 
comic intelligence which has given^ her acting style its own 
peculiar magic.  She can bring to life the beauty of 
Shakespeare and the emotion of Tennyson.  She is famous for 
-*
1
 Newspaper review of Miss Redgrave's performance of 
Rosalind in 1961 entitled "A Rosalind We Shall Always 
Remember," author is identified as R. B. M., found in files 
in the Performing Arts Research Center, Lincoln Center, NY, 
cataloged under "Redgrave as Rosalind." Hereafter referred 
to as "A Rosalind We Shall Always Remember." 
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"A Rosalind We Shall Always Remember." 
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 Goodwin, p. 178. 
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her portrayal of Leonie in the film Morgan, A Suitable Caae 
for Treatment in 1965; Jane in the film Blow Up in 1966; and 
Isadora in the film Isadora Duncan in 1968.  In addition to 
her film career, she has performed for the Royal Shakespeare 
Company throughout her career, one of her most famous por- 
trayls being Katharina in The Taming of the Shrew in 1962. 
Vanessa Redgrave is known as a bold individual who uBes 
her acting career for political ends.  She became involved 
with the Committee 100, a political organization in England at 
the same time Bhc was playing Rosalind in As You Like It, 
during her first season at Stratford.  She explains that her 
political involvements make her more "aware of the people"54 
she is playing for.  From 1961 on she has fought for causes 
she believes in:  her political reputation is hated by some 
and admired by others.  It cannot be denied that Vanessa 
Redgrave is a fine actress and an aggressive individualist. 
She presently resides in London, England. 
The Royal Shakespeare Theatre presented As You Like It 
initially at Stratford-on-Avon in London.  The production 
opened on July 5, 1961, then played to the end of August, and 
was resumed in repertory at the Aldwych Theatre in London for 
five months.55 The British Broadcasting System made a film 
54
 Goodwin, p. 171. 
55 Letter received from Silvania Sannnassimo, Secretary to 
Vanessa Redgrave, 29 February 1980. 
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of the production in 1962.   In addition to Vanessa Redgrave's 
Rosalind, other aspects of the production received high praise: 
acting of the entire cast (Appendix IV), the ingenious di- 
rection by Michael Elliott, the simple yet creative design by 
Richard Negri, and the elegantly designed lighting by Richard 
Pilbrow.  The production was said to be the only presentation 
of As You Like It which compared to the 1937 production at the 
Old Vic. 
The following sources provided the information con- 
cerning Miss Redgrave's performance of Rosalind in 1961/62 for 
the Royal Shakespeare Company:  David Addenbrooke, The Royal 
Shakespeare Company (London: William Kimber, 1974); "As You 
Like It," review of opening at Aldwych Theatre in January 1962, 
London Times, 11 January 1962; "As You Like It Seen in England," 
New York Times, 5 June 1961, p. 30; As You Like It , with 
Vanessa Redgrave, Ian Bannen, Rosalind Knight, Max Adrien, 
and entire cast, directed by Michael Elliott, Phonotape - 
Cassette, Caedman, OCLC 882314, 1962; Ruth Ellis, The 
Shakespeare Memorial Theatre (London: Winchester, 1948); 
J. W. Lambert, "All For Our Delight," London Sunday Times, 
14 January 1962, located in files of Performing Arts Research 
Center at Lincoln Center, cataloged under "Redgrave as 
Rosalind"; J. W. Lambert, "A Sunbeam in Arden," London Sunday 
Times_, 9 July 1961, located in same file as previous article; 
Kenneth Tynan, Review of the production of As You Like It at 
Stratford-on-Avon in July, 1961, located in same files as 
Lambert reviews; Irving Wardle, "Another Part of the Forest," 
The London Observer, 14 January 1962. 
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Vanessa Redgrave played a Rosalind "brimming with hope, 
heroic... . lyrical"  and most importantly with sheet honesty. 
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"Born under a dancing star,    the actress fully possessed 
Rosalind's special quality - that of investing what is most 
serious to her with the charm of an equisite frolic. At times 
during the performance she showed her nervousness by a 
quivering lip or an awkward gesture. Miss Redgrave, used her 
youth to create a radiant, charming, exquisitely amuBing 
Rosalind. A reviewer for the London Time3 clearly defines 
her portrayal as "too ecstatically girlish in her in- 
59 fatuation."   This reviewer contends that she eventually 
tones down this melodramatic quality and "grows in strength" 
and gains control of her expression of love as the play pro- 
ceeds.  She developed an innate elation in Rosalind which 
gave the character a dignity and a control on stage. Nearly 
six feet tall, Miss Redgrave presented a commanding Rosalind. 
Other cast members contributed strong support.  Ian Bannen 
played a strong Orlando, Patrick Wymark a superb Touchstone, 
and Max Adrien a fine meloncholy Jaques. 
57 
-" Kenneth Tynan, review of July 1961 performance at 
Stratford-on-Avon. 
58
 Speaight, p. 282. 
59
 London Times, 11 January 1962. 
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Michael Elliott developed his production by devoting 
himself to the quality of each performer.  Elliott emphasized 
cohesion in his direction, in relationships between characters 
and in his total production.  He "split the comedy neatly down 
the middle so that it opened with a vein of dark reality and 
changed after the interval to a sunlit idyll (a transformation 
heavily underlined by the lighting.)"   Treating his cast as 
an ensemble, Mr. Elliott's superb knowledge of Shakespeare 
allowed him to develop the characters of Shakespeare's Arden 
to their full potential.  The lines flowed as did the emotions. 
Most important, the production was released yet fresh.  The 
performers were comfortable in their roles yet played with a 
new enthusiasm during each new performance. 
The technical aspects of the production complimented 
the actors on stage but did not detract from or dominate the 
performance.  Richard Ncgri designed the set which consisted 
of one tree of great girth:  a few effective and shadowy back- 
drops transformed the simply designed set piece into Oliver's 
orchard, Duke Frederick's court and the Forest of Arden. 
Richard Pilbrow worked closely in his lighting design with 
Mr. Elliot to provide the correct mood to enhance the scenes 
on stage.  Technically, the production epitomized the 
60
 Wardle, The London Observer. 
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requirements of producing Shakespeare according to the new 
stage practices of the twentieth century:  the director, the 
set and lighting designer worked as one unit to give the 
performers mood and atmosphere in which they could transform 
into the characters of As You Like It. 
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IV.  Vanessa Redgrave as Rosalind in As You Like It at 
Stratford-on-Avon in 1961.  The production was played in 
repertory at the Aldwych Theatre for five months. 
54 
V.  Vanessa Redgrave pretends to be Ganymede and explains love 
to Ian Bannen's Orlando In As You Like It directed by 
Michael Elliott.  Scenery and costumes were designed by 
Richard Negri in this production for the Royal Shakespeare 
Company . 
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CHAPTER TWO 
Rosalind is a character who touches the audience with 
her control over the world of Arden and the destinies of its 
inhabitants.  She has the role of omniscient controlling force 
in As You Like It;  her chief function is to bring about a 
synthesis of different and even conflicting attitudes to 
love as these are expressed in the love affairs of four 
pairs of lovers. Through Rosalind, Shakespeare blends the 
feeling of romantic love with clarity of judgment. Love in 
Arden'8 world is hers, but she is the satirist of love as 
well.  She is in disguise for most of the play, and flaunts 
and enjoys the freedom it allows her.  Rosalind can deploy 
her quick wit in disguise as Ganymede in a way that she 
could not do in her own person.  She mocks Orlando at the 
same time as she enjoys being in love with him. The audience 
and Rosalind have the advantage over all the other characters 
in the play with the first wooing scene, (III. ii.). The 
exploitation of the central secret of the play begins here. 
At the conclusion of the play, Rosalind relinquishes her 
control; romantic love dominates and the comic resolution 
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takes place. There is a complexity to Rosalind's spirit 
because she sets the pace for the whole play.  She serves 
Shakespeare as a comic spirit with knowledge beyond the 
world of Arden. 
When Rosalind is played well, the audience is captivated 
by this woman who is the superior force in As You Like It. 
The actress playing Rosalind controls the lives of most of 
the other characters, as well as the emotions of the audience 
in her grasp.  She uses her disguises to supplement her gifts. 
The actress who plays her must not only portray Rosalind's 
"swashing and martial outside"* which allows her to control 
Arden, but also her tenderness, romanticism and ardor. 
Rosalind is a character of many dimensions who must be played 
with romantic love and pastoral humor.  She ponders fortune's 
control of nature (I. 11. 41-42) with delight and yet with 
intelligence.  This paradox must be apparent in the portrayal 
of Rosalind. 
Edith Evans, Katherine Hepburn and Vanessa Redgrave 
used similar acting techniques to play Rosalind although the 
results of their techniques were very different.  Each 
worked closely with her directors during the rehersal period 
* Webster, Shakespeare Today, p. 201. 
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and relied on the basic elements of realistic acting known 
as The Stanislavsky System.2 This method requires the per- 
former to become the character and find a sub-conscious life 
which fits the emotional sequence of the play.  The players 
define the emotions of the play as separate "beats" or 
moments in which they define intentions. The performer then 
labels each intention with an active verb, so that he con- 
centrates on the action rather than the words of the script. 
For example, in the first wooing scene (III. ii.) Rosalind 
begins her pursuit of Orlando, enjoys her role as Ganymede, 
and satirizes her own behavior toward love. When the actress 
plays this scene she must reveal a complex attitude which is 
composed of her desire to be a romantic lover and her mockery 
of everything we associate with romantic love. Rosalind 
expresses both attitudes simultaneously and with equal 
conviction.  She never abandons her own romantic sentiments. 
When the actress prepares for this scene according to the 
2 
Information on the Stanislavsky System is available in 
the following sources: Uta Hagen, Respect for Acting (New 
York: Macmillan, 1973); Elizabeth Reynolds Hapgood, trans. 
An Actor Prepares, by Constantine Stanislavsky (New York: 
Theatre Arts, 1936); Charles McGaw, Acting is Believing 
(New York: Holt, Rinehart and Winston, 1966); Constance M. 
Clark and Mary Elizabeth Devine, "The Stanislavski System 
as a Tool for Teaching Dramatic Literature," College English, 
38, No. 1 (Sept. 1976), pp. 15-24. 
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Stanislavsky System, she would have to play the main inten- 
tion as the attempt to romanticize about love in the abstract 
while she mocks love's characteristics. To accomplish this 
intention, the actress, assisted by her director, chooses 
movements, vocal intonations, and emotions which communicate 
her dual effort in the scene. 
Edith Evans played the first wooing scene with the most 
control and ease of the three actresses in question.  In fact, 
she created the most superb Rosalind.  Following is a close 
analysis of each actress, her interpretation of Rosalind, 
and the reasons for the variation in interpretation.  Since 
the director's role is to aid and to support the actress' 
transformation process, the conception of each director and 
the extent to which each succeeded in his relationship with 
the actress has been taken into account.  Finally, the 
technical aspects of each performance are analyzed for their 
effects upon the actresses' performance. 
Dame Edith Evans 
Edith Evans played Rosalind with steady animation,    « 
perfect innocence, charming impulsiveness and unfailing 
femininity.  She combined tenderness with mischievousness 
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and in both productions of As You Like It (1926 and 1937) she 
proved herself to be an excellent actress capable of playing 
all the complexities inherent in Rosalind. She literally 
transformed into the heroine who controls Arden.  Miss Evans1 
acting was consistent and natural.  She never showed how 
hard she was working to portray such a zestful character; 
instead, she became the character.  Since Miss Evans' appear- 
ance did not naturally cast her for Rosalind (she was not 
considered physically beautiful), who had to create imagina- 
tively, a boyish- or a girlish-lightness and impudence:  she 
moved like an arrow, rolled over on the ground in delight, 
mocked, glittered and played the fool with exquisite grace. 
If the boyishness or girlishness was not there it was because 
she rejected it in favor of a feminine guile that was her 
own edge to the part - "her deliberately implied and original 
conception of it."  Within all the dazzle of her mockery 
and pretenses, there was a girl in love.  She conjured the 
audience into doing exactly what Shakespeare's epilogue 
intended:  enjoying a festive pastoral comedy. 
Edith Evans based her acting technique on "doing" rather 
than "talking," an important idea inherited from the 
3
 "As You Like It at The New Theatre," London Times, 
12 February 1937, Col. 3, p. 12. 
60 
Stanislavsky System.  She Is known for her Restoration Styie 
of acting but denies that she made a conscious attempt during 
her training to develop that style.  She defines the term 
style as instinctive "timing, which one only accumulates 
with experience."  By the time she was forty-eight, she was 
a master of her mannered style of acting.  Her interpretation 
of the first wooing scene (III. ii.) is famous.  She astonished 
audiences with the ease of her performance and her perfection 
of acting technique. Mr. Redgrave and Miss Evans played the 
scene so naturally that their love dominated the playful 
scene. Miss Evans1 even slapped Orlando's legs.  She 
protrayed Rosalind's love for Orlando by using her eyes and 
her physical movements to show her true feelings. Miss Evans 
also showed the control and fun that disguise allows 
Rosalind.  She used her face and voice to mock Orlando for 
his romantic love as well as subtly to show the audience 
that she loved him.  In this scene and in every other secne 
as well her acting technique led her to find an essential 
4 
Herbert Whittaker, "Acting, Cooking in the Timing," 
New York Times, personal interview with Edith Evans concerning 
her acting technique when she was age 72, found in Performing 
Arts Research Library at Lincoln Center, cataloged under 
Edith Evans. 
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truth in Rosalind which was the simplest way of conveying her 
5 
to the audience. 
Edith Evans was in control of both of her directors. 
In 1926, although she was playing her first season for the 
Old Vic, she relied on the habits she learned in her early 
training through William Poel, the first Shakespearean 
producer to insist on Shakespeare without cuts.  Miss Evans 
refused to speak a single word of Shakespeare without knowing 
what it meant.  She believed that life had to be given to 
every line.  Intention had to be found, yet without that 
over-striving for meanings that never existed.  For Mr. 
Leigh, Edith Evans made his production of As You Like It: 
he did not have to contribute much except a decent cast, 
staging and lighting. His interpretation was not as unified 
as that of Esme Church, the director of the 1937 production. 
Miss Church emphasized a unified effort between cast, 
technical crew and director.  The result was that Miss Evans' 
Rosalind was complimented by costumes and scenery which 
seemed in accord with her modish elegance. The performance 
Sir John Gielgud, "A Very Honest Actress," London 
Observer, 17 October 1976, p. 15. 
Sydney W. Carroll, "The Art of Edith Evans," London 
Observer, found in files in Performing Arts Research Center 
at Lincoln Center, New York City, filed under Edith Evans. 
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by Miss Evans glittered and dazzled audiences because it 
was a total conception—a Watteau style Arden with a 
fascinating Rosalind. 
Technically, the 1926 production did not compare to the 
1937 production. Mr. Leigh's choice of costumes was made 
randomly and by what was most convenient for the Theatre. 
He did not bother to conceive of a "total production." Miss 
Evans was his focus, and her strength as Rosalind controlled 
his Interpretation of As You Like It.  In the 1937 production, 
Molly McArthur created black and white costumes in eighteenth 
century style. As Ganymede, Miss Evans wore black knee 
breeches, and as Rosalind a lacy gown.  Her costumes enhanced 
the performance, but did not detract. The scenery was 
elaborate, with flowers and fountains, but did not disturb 
the action.  The beauty of Molly McArthur1s designs com- 
plimented the talented and vivacious Edith Evans. 
Clearly, Edith Evans played Rosalind with technical 
control and inspired acting.  She demonstrated her ability 
to find the sub-conscious of the character, give In to that 
discovery, and freely play each Intention.  She showed her 
mastery of comic timing. Most importantly, Miss Evans 
played each performance as though It were her last. Her 
love for acting and her devotion to her craft led her to 
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cherish being Rosalind; her directors could feel this and her 
audience could sense this.  Her transformation was complete. 
She was truly Rosalind. 
Katherine Hepburn 
Miss Hepburn's portrayal of Rosalind was unostentatious 
and whole-hearted although she lacked the tenderness, sweet- 
ness, truthfulness and lovely voice of Edith Evans. Her 
characterization of Rosalind was merely an impersonation of 
her idea of the character rather than a transformation into 
her.  To compensate for this flaw in her performance, Miss 
Hepburn spoke each line with extreme care, played in a 
straightforward manner, and relied on "her grace, breeding, 
and matter-of-fact elegance" which gave her a very special 
glamor.  Lovely to look at as she gracefully moved across 
the stage, Miss Hepburn seemed to be aware of her own 
physical beauty complimented by her chiseled cheekbones. 
She spoke each line clearly and with fortitude, but did 
not support her verbal message with facial expressions.  She 
moved through Mr. Bailey's scenery inspiring audiences to 
praise her as Katherine Hepburn who was performing in As 
John Mason Brown, Dramatis Personae , p. 239. 
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You Like It, not as Rosalind.  The actress only illustrated 
an idea of Rosalind; she did not become Rosalind.  Her 
portrayal was an honest presentation of her conception of 
the comic heroine:  but Katherine Hepburn only used one 
dimension of Rosalind, her romanticism.  She did not attempt 
to create Rosalind's human side or her witty comic edge. 
The actress remained on one level in her performance, an 
idealized romantic tomboy. 
Miss Hepburn overpreparcd herself to play the role. 
She studied vocally everyday for six months before the 
opening, and involved herself with every aspect of the 
production.  In a personal interview with Katherine Hepburn 
one week before the opening performance of the production in 
Cleveland, William F. McDermott questioned her about her 
o 
approach to the role.  She revealed her interpretation of 
Rosalind in her answers.  She said: 
As You Like It is all dreaming and 
hoping, wonder and magic.  It reminds me 
of when I first went to New York to try 
my fortune.  I was so happy and so wild 
with excitement that my feet never 
touched the pavement.... I am getting 
some of the sane kind of pleasure out of 
trying As You Like It. The kids like 
Q 
William F. McDermott, "Another Rosalind," New York 
Times, 22 January 1950, Sect. 2, p. 1, Col. 3. 
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this play....  We play It for romance— 
pure, Idealized, fabulous romance. 
I studied for six months three hours 
a day under the tutelage of Constance 
Collier...and developed more breath, range 
and color of voice. 
I don't want to be bumptious (as 
Rosalind)....  There is no thigh-slapping, 
no athletics, no leaping. 
These comments summarize her vision of Rosalind:  a one- 
sided romantic one. The actress posed a lot, smiled 
abundantly, and played the happy romantic.  Mr. McDermott 
concluded his article by pointing out that Miss Hepburn 
impressed him as "a modest, courageous and gallant young 
woman who was approaching her Broadway trial with some hope 
9 
and great trepidation."  Criticism of her acting reveals 
this.  She did not recreate the inner spirit of Rosalind. 
She created a fairy-tale image of her. 
The director of the production, Michael Benthall, did 
not stage the production with the idea of complimenting Miss 
Hepburn.  He conceived of As You Like It as a mood piece and 
relied just as much on his technical crew as he did on his 
cast.  His staging was designed with individuality and 
imagination, but the cast appeared to be too directed to 
Q 
McDermott, "Another Rosalind." 
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relax in their roles.  "Under Mr. Benthall's heavy-accented 
direction, the performance was singularly busy;"10 every one 
moved around the amorous forest with such pretty skipping and 
traipsing that the performance lacked emotional depth.  His 
direction of the first wooing scene focused on creating 
interesting pictures through poses and gestures, but Miss 
Hepburn and Mr. Prince played on a one-dimensional level. 
The actress spoke each line with clarity but did not add 
inner feeling. Mr. Prince was a handsome partner, but did 
not seem overwhelmingly in love. The result of his direction 
was a scene played to show how Rosalind loved Orlando and 
nothing more. Mr. Benthall was concerned with an overall 
conception of As You Like It which would create the ideal 
environment for love.  Sadly, he emphasized the large 
conception without developing the characters to their 
fullest potential. The production was an over-produced 
and under-acted romantic frolic which appealed to the eye. 
He reduced the play to two lovely and laggard acts,  and 
tried to fill it with bird songs, owl hoots, a snowstorm, 
garlanded processionals, wood smoke, choruses, and a fine 
10
 Atkinson, "At the Theatre." 
11
 Barnes, "Hepburn in Tights." 
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chamber orchestra. 
Technically, the production was sumptuous.  James 
Bailey's gorgeous scenery and costumes demanded most of the 
attention of the audience.  Reviewers all agree that the 
final scene with the marriage festivities was designed with 
keen imagination and technical beauty.  However, the 
technical prowess of this production outshined the acting 
quality. The audience never stopped focusing on the music, 
costumes, or scenery for they provided the excitement in- 
herent in the production.  The performers merely added to 
the technical beauty. 
Katherine Hepburn's one-sided portrayal was a result of 
her own personal interpretation of the role, Mr. Benthall's 
strict direction and Mr. Bailey's dominant scenery and 
costumes.  These factors deterred her from developing into 
a more truthful Rosalind.  The major problem with this 
production of As You Like It seemed to be the fault of the 
producers representing the Theatre Guild. Theresa Helburn 
and Lawrence Langner, production supervisors, were interested 
in the audience attraction of Miss Hepburn. They exploited 
her career to promote their organization. They shipped Mr. 
Benthall from England to make an impression on American 
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audiences that the Theatre Guild's presentation of As You 
Like It would be a quality production because they employed 
a British director.  So the flaw with this production was 
that it was produced to bring the Theatre Guild commercial 
success. The director, actress and crew did not work to- 
gether as one unit. Although Miss Hepburn involved herself 
in every aspect of the production, her assistance was not 
sufficient to unify the efforts of the cast and crew. 
Vanessa Redgrave 
Vanessa Redgrave's interpretation of Rosalind incor- 
porated all the complexities inherent in the character. 
At age twenty-four, Miss Redgrave utilized the Stanislavsky 
System as her guide and played for action and emotion. Her 
only setback in her portrayal of Rosalind was her obvious 
self-consciousness about her acting technique. She displayed 
a quivering lip and made awkward gestures at times.  Despite 
these moments when she revealed her inexperience in playing 
Shakespeare, "she fully possessed Rosalind's special quality- 
that of investing what is most serious to her with the charm 
of an exquisite frolic."12 In her sudden involuntary tender- 
1
 "As You Like It," London Times, 11 January 1962. 
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ness she was quite unaffected and most touching.  Her 
performance glowed from within and illuminated the rest 
of the stage.  In her portrayal, she departed completely 
from the romanticism which Katherine Hepburn relied on, 
and she played the scenes in which Rosalind is in disguise 
with comic brilliance.  "The richness of her comedy depended 
on the constant uncertainty of whether the woman in love 
would be able to keep up the masquerade." 
In the first wooing scene (III. ii.) Vanessa Redgrave 
relaxed into her characterization of Rosalind and began to 
enjoy her acting.  She played the scene with freedom of 
movement, lying on the floor, and emphasizing the fun of 
playing a boy.  Her youth was an asset in this scene:  she 
not only played the frolic and delight which Rosalind feels 
but she instilled the spirit of youth and the passion for 
love.  The only flaw in her interpretation was that she 
seemed too girlishly ecstatic at times.  For a few brief 
moments she showed her inexperience. 
Vanessa Redgrave's conception and portrayal of Rosalind 
were the outcome of her close relationship with the director, 
Michael Elliott.  He was the most outstanding director of 
13 Wardle, The London Observer. 
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all four in question. He designed the production, paying 
close attention to all facets, especially the acting quality. 
Vanessa Redgrave's performance was so well defined and 
complex because of his meticulous work to make it that way. 
This production was a product of his genius. Vanessa Redgrave 
relied on his conception of the play. Mr. Elliott inter- 
preted the journey through the forest of Arden as the place 
where every character except Jaques found himself and the 
place they love.   He believed that As You Liked It was a 
comic romance which presented the ambiguity of Elizabethan 
romance.  In his staging, Mr. Elliott sought to define the 
movement of the play from darkness or chaos to light or 
comic resolution.  He collaborated with his light technician, 
Mr. Richard Pilbrow, to create mood lighting.  His production 
emphasized the complexities of the pastoral world.  To do 
so, he took advantage of director's license and staged the 
stalking and killing of a deer to suggest a reason for 
Jaques meloncholy." Michael Elliott's approach was an 
attempt to give the play cohesion and a sense of movement. 
In the final scene, he treated the wedding ceremonies very 
14
 Goodman, p. 163. 
15
 Lambert, "A Sunbeam in Arden." 
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seriously.  Romantic frivolity was undercut by a solemn tone 
which was intimate and sincere. 
Richard Negri provided simply designed scenery and 
costumes. A massive oak standing on a green mound proved to 
be the perfect set piece around which the performers moved. 
Mr. Negri1s technical expertise allowed him to create set and 
costume designs which added to the life of the production 
but did not detract from it.  Thus, Elliott was free to 
concentrate on the characters and incidents on which the 
buoyancy of the comedy depends and to get from the company 
a livelier and well-balanced performance. 
Thus Vanessa Redgrave's Rosalind was complimented by 
the technical aspects of the production. Her interpretation 
stemmed from her close relationship with and total trust in 
Michael Elliott.  Although her characterization was awkward 
at times, she played with a strong supporting cast against 
a simple setting which aided her interpretation. This 
production was a unified effort, and its success depended 
on the talent of the cast, the director and the technical 
crew. 
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CHAPTER THREE 
Four conclusions concerning methods of producing 
As You Like It and interpretations of Rosalind In the twen- 
tieth century emerge from this study:  (1) methods of 
theatrical production changed between 1926 and 1961 as il- 
lustrated by the comparison of four productions of As You Like 
It; (2) Esme Church directed the most outstanding production 
of As You Like It; (3) though Edith Evans, Katherin Hepburn 
and Vanessa Redgrave approached the role with similar acting 
techniques, they interpreted Rosalind differently; (4) Edith 
Evans gave the most successful performance of Rosalind. 
To determine the quality of each production, I have 
focused on three requirements which are necessary for the 
director to achieve:  the director should (1) create the 
elements of pastoral comedy; (2) inspire and prepare the 
performers to play the characters with skillful comic timing 
and believable characterizations; and (3) unify the production 
into a company effort with the cast and crews working together 
in rehearsals and performances.  The only director in question 
to meet all of the requirements was Esme* Church who directed 
Edith Evans in 1937.  Because Andrew Lehigh, Michael Benthall 
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Michael Elliott were weak in one of these criteria for success, 
their productions did not achieve the audience reception, out- 
standing reviews or success of the 1937 production of As You 
Like It. 
In 1926, Andrew Leigh directed As You Like It as one of a 
series of productions for a season at the Old Vic.  His di- 
rectorial process derived from those directors which came 
before him, so he did not use his own imagination in his 
conception of As You Like It.  Instead of analyzing the play 
and developing his own interpretation of it, he followed what 
had been done in previous productions at the Old Vic and in 
England.  He cut long speeches, relied on his leading lady, 
Edith Evans, to perform Rosalind so well that the production 
would be successful, and used old costumes and sets from the 
storerooms of the Old Vic.  As a result of his lack of 
imagination in direction, he did not create a unified 
production.  In fact, though he prepared the other performers 
adequately, he focused on Edith Evans as the performer who 
would inspire his audience.  Andrew Leigh created the elements 
of pastoral comedy only.  He showed the world of Arden and 
its joys and sorrows thanks to the genius and inspired per- 
formance of one actress:  Edith Evans. 
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Esm£ Church created a production of As You Like It In 
1937 which featured the elements of paBtoral comedy, offered 
excellent performances by all members of the cast, and 
appeared as a unified effort between the cast and crews.  She 
directed the play with more imagination than Mr. Leigh and 
instilled into her direction her own interpretation of Arden 
and its inhabitants.  Miss Church did not cut the original 
text.  She based her directorial process on the necessity for 
each performer to excell.  In particular, she developed the 
relationship between Rosalind (Edith Evans) and Orlando 
(Michael Redgrave). Her understanding of Shakespeare's in- 
tention in As You Like It was clear in her direction:  she 
believed that Arden is a pastoral world free from the cares 
of the court but filled with its own ironies and problems. 
Esme* Church focused on the juxtaposition of the fantasy world 
and the real world and used Rosalind's satirical wit to point 
out the pitfalls of romantic love.  At the same time, she 
showed how important romantic love is to the play, and worked 
with Molly McArthur in her creation of lovely scenery and 
costumes to depict a warm romantic Arden.  She used visual 
effects to add to the performers, but she did not merely show 
a fantasy world of frivolous characters.  She inspired 
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characterizations which were believable and skillfully 
executed.  Furthermore, her direction resulted in a unified 
production with each cast member offering a good performance 
that supported her interpretation of the world of Arden. 
Michael Benthall's production of As You Like It in 1950 
epitomized all the problems of producing Shakespeare.  The 
production was commercially successful because it featured 
the popular film star, Katherine Hepburn, and was full of 
lavishly designed scenery, costumes, lighting and music. 
Although the production was visually exciting, it was not an 
honest performance of As You Like It.  Mr. Benthall's inter- 
pretation had only one point: Arden is full of romantic love. 
He did not attempt to illustrate the paradoxes of the pastoral 
world as Esme Church did.  He relied on a one-sided version of 
Arden.  To accomplish this, Mr. Benthall cut the play down to 
two acts. He filled the production with busy movements but 
did not inspire quality performances from every performer. 
He based the production on Miss Hepburn's audience appeal and 
exploited her physical beauty to full advantage. He seemed 
more interested in posing her during her speeches to show off 
her legs than in her characterization of Rosalind.  It is 
ironic that this production had so much audience appeal and so 
little quality acting.  Perhaps, if it had been performed in 
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England an audience more familiar with Shakespeare would have 
recognized the flaws of the production.  Mr. Benthall did not 
seem interested in a unified production effort, but in a 
commercially successful version of As You Like It to boost 
the career of {Catherine Hepburn. 
Michael Elliott presented a unified production of 
As You Like It in 1961 which fulfilled all the necessary re- 
quirements of producing Shakespeare. However, in comparison 
to Esme Church's, Mr. Elliott's conception seems too modern. 
He used an extremely simple set and costumes in the hope of 
basing his production on the quality of the acting.  The 
production was uneven because of this:  some performers were 
better than others and some scenes were played with more skill 
and believability than others. Mr. Elliott is a fine director 
who created the elements of pastoral comedy, inspired and 
prepared the performers, and unified the production. He 
developed a rationale for every action and event in the play, 
and trained his cast to perform honestly and freely. The 
stage set became Arden because each character believed it was 
that place.  Mr. Elliott did not require fancy scenery and 
lavish costumes to create the forest atmosphere.  The pro- 
duction's flaw was the inexperience of some of his cast to 
execute his interpretation. 
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Vanessa Redgrave, only twenty-four, played a youthful witty 
Rosalind but did not seem in control of the character at all 
times. 
Mr. Elliott's method of producing Shakespeare in 1961 is 
different from Andrew Leigh's method in 1926.  The twentieth 
century director grew in his ability to create an imaginative 
interpretation of Shakespeare's As You Like It.  Andrew Leigh 
was a product of the past; he produced Shakespeare according 
to the practices of the eighteenth and nineteenth centuries. 
Esme Church and Michael Elliott used the modern approach to 
Shakespeare.  They used the full script and created unified 
productions based on their particular interpretations of 
As You Like It. Michael Benthall succumbed to the commer- 
cialism of the film industry of our modern era. His method 
of producing Shakespeare was based on audience appeal instead 
of quality acting. * In conclusion, the methods of producing 
Shakespeare in the twentieth century are clearly defined 
through the four productions in this study.  The change in the 
directorial process allowed the director more control over the 
total production, and to the extent to which he was able to 
unify all aspects of the production according to his own 
individual interpretation, he was successful.  The method of 
direction which each used directly affected the performances 
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of the three actresses who played Rosalind and determined 
the quality of their performance. 
Edith Evans, Katherine Hepburn and Vanessa Redgrave 
approach acting in the same manner.  They carefully study the 
play, analyze the role, and prepare both mind and body to 
transform into the character.  Miss Evans believed that acting 
was fun and should be done naturally.  She prepared to play 
Rosalind by first understanding the meaning of every word. 
She worked very closely with her director to understand his 
expectations and interpretations.  Practicing on her own 
was important to Miss Evans.  Understanding the scene by 
herself was imperitive to playing it with the other character. 
Katherine Hepburn also believed in preparing months ahead for 
a production.  Her study for Rosalind required six months of 
arduous practice to correct her New England accent and to 
learn how to speak clearly.  She studied the period and be- 
fore she entered the rehearsal period was knowledgeable about 
Elizabethan England.  She enjoyed the study process just as 
much as performing.  Similarly, Vanessa Redgrave relied on 
preparation for the role as the foundation for her portrayal 
of Rosalind.  She carefully analyzed each line and intention, 
constantly working to interpret the role as her director 
dictated.  She understood the point of the play and tried to 
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play all sides of the character.  For Miss Redgrave, the 
acting process is based on a clear conception of the purpose 
of the play.  In fact, all three Shakespearean heroines 
believed in preparation as the most important process in 
playing Rosalind. 
Although the approach of each actress to the role of 
Rosalind was similar, their interpretations were quite 
different.  Edith Evans portrayed Rosalind as a satirical 
yet tender woman who controlled the inhabitants of Arden; 
Katherine Hepburn emphasized Rosalind's romantic qualities 
and little more, and Vanessa Redgrave played a youthful 
Rosalind captivated by her desire for love but witty and 
playful as well.  Edith Evans was the actress who transformed 
into the character with the most technical control and 
truthful acting.  She played the character with the vivacity, 
good humor, feminine gentleness and technical skill needed to 
be the Rosalind who captivates and entertains in the forest 
of Arden. 
Edith Evans played Rosalind in 1926 and 1937 under dif- 
ferent directors but with the same skill and enthusiasm.  She 
presented a mature view of the heroine, revealing the many 
sides of the character.  Her portrayal was relaxed and 
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natural.  She did not seem to work at being Rosalind; she was 
Rosalind.  Edith Evans gave the most successful performance 
of Rosalind because she was in total control throughout each 
performance.  When she was on stage she demanded the 
audience's attention.  Her portrayal seemed to illuminate the 
stage.  Miss Evans demanded the respect of the audience.  Her 
fine acting technique and her ability to become the character 
enabled her to play Rosalind as Shakespeare must have 
intended. 
Katherine Hepburn portrayed the heroine as she portrayed 
every other character she played on stage or in films.  She 
was herself on stage. Miss Hepburn did not transform into 
Shakespeare's Rosalind like Miss Evans did.  Instead, she 
played her as a romantic woman who smiled and posed.  The 
actress demanded the audience's attention because of her 
previous stage and film successes, and was praised as "Hepburn 
in Arden." Her performance was one dimensional.  She was so 
concerned with speaking clearly that she performed, but did 
not allow herself to live, the emotions of Rosalind on stage. 
She played a beautiful young woman who was hopelessly in love. 
Vanessa Redgrave did not have enough experience to 
achieve the perfection of Edith Evans, but she was excellent 
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in her portrayal of Rosalind as a youthful, witty girl. Her 
performance lacked only the maturity and technical control of 
Miss Evans.  Miss Redgrave should be praised for her depiction 
of Rosalind's humor and wit.  The actress was in total control 
of the sections of the play in which Rosalind was disguised 
as Ganymede.  She illustrated the fun in impersonation and 
yet seemed to have the instinctive fear of being caught in her 
disguise at any moment.  Miss Redgrave's flaws were in her 
transition from Ganymede to Rosalind; she did not depict 
Rosalind's tenderness as well as Miss Evans did.  Vanessa 
Redgrave also encountered problems because of her height. 
She made awkward gestures and seemed to work too hard at 
trying to relax.  In spite of these minor flaws, the actress 
achieved the second best performance of Rosalind in the 
twentieth century. 
As a result of this investigative study, I have found 
that the role of Rosalind demands much from the modern actress. 
Rosalind has more sides and more puns than any other of 
Shakespeare's women.  The role gives the actress a chance to a- 
chieve a modulation between the brassiness needed to enjoy 
being in disguise and the tenderness necessary to portray 
love.  Edith Evans gave the most successful performance of 
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Rosalind in the twentieth century.  She discovered moments of 
sweetness in Rosalind that stage historians praise as moments 
which will never be forgotten.  She transformed into Rosalind 
and portrayed her as the delightful comic heroine who 
captivates and entertains in the Forest of Ardcn. 
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APPENDIX I 
Edith Evans' 1925 and 1936 Seasons with the Old Vic 
1925 September 
to 
May First season at the Old Vic during 
Andrew Leigh's regime: 
Portia in The Merchant of Venice. 
Queen Margaret in Richard III. 
Katherina in The Taming of the Shrew. 
Mariana in Measure for Measure. 
Cleopatra in Antony and Cleopatra. 
The Angel in The Child in Flanders by 
Cecily Hamilton, 
Mistress Page in The Merry Wives of 
Windsor. 
Kate Hardcastle in She Stoops to 
Conquer by Oliver Goldsmith. 
Portia in Julius Caesar. 
Rosalind in As You Like It. 
Dame Margery Eyre in The Shoemaker's 
Holiday by Thomas Dekker. 
The Nurse in Romeo and Juliet. 
Beatrice in Much Ado About Nothing. 
1936 October 
to 
December Returned once more to the Old Vic and 
played: 
Lady Fidget in The Country Wife by 
William Wycherley, production by 
Tyrone Gutherie. 
Rosalind in As You Like It, production 
by Esme Church. 
Mother Sawyer in The Witch of Edmonton 
by Dekker, Ford and Rowley, 
production by Michel Saint-Denis. 
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APPeroix II 
Cast for the 1926 Production of 
As You Like It at the Old Vic 
Director Andrew Leigh 
Duke  Allen Douglas 
Frederick  Graveley Edwards 
Amiens  Gerald Bonnin 
Jaques  Balliol Holloway 
Le Beau  Claude Ricks 
Charles  Michael Watts 
Oliver  Neil Porter 
Jaques  Roy Newlands 
Orlando  Frank Vosper 
Adam  John Garside 
Touchstone  Duncan Yarrow 
Corin  Horace Sequeria 
Sylvius  John Wyse 
William  William Monk 
Hymen  Claude Ricks 
Rosalind  Edith Evans 
Celia  Nell Carter 
Phebe  Amy Nowell 
Audrey  Cicely Oates 
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APPENDIX III 
Cast for As You Like It 
at The Old Vic In 1937 
Director  Esme Church 
Scenery and Costume Designer. . . Molly McArthur 
Orlando  Michael Redgrave 
Adam.  Adnrcw Churchman 
Oliver  Valentine Dyall 
Charles  Michael Brennan 
Celia  Marie Ney 
Rosalind  Edith Evans 
Touchstone  Frederick Lloyd 
Le Veau  Robert Eddison 
Frederick  Neil Porter 
Duke  Harvey Braban 
Amiens  Colin Cunningham 
Corin ...  Frederick Bennett 
Silvius  Robin Kempson 
Jaques  Leon Quartennaine 
Audrey  Freda Jackson 
Phebe  Daphine Heard 
William  Robert Eddison 
95 
APPENDIX IV 
Cast for the 1950 Production of As You Like It 
at the Cort Theatre in New York City 
Director Michael Benthall 
Scenery and Costume Designer. . . James Bailey 
Orlando  William Prince 
Adam   Burton Mallory 
Oliver  Ernest Graves 
Dennis  Robert Foster 
Charles  Michael Everett 
Cella  Cloris Leachman 
Rosalind  Katherine Hepburn 
Touchstone  Bill Owen 
Le Beau  Jay Robinson 
Frederick  Dayton Lummis 
Lady In Waiting  Jan Sherwood 
Duke  Aubrey Mather 
Amiens  Frank Rogier 
Lord  Everett Gamnon 
Corin  Whitford Kane 
Silvius  Robert Quarry 
Jaques  Ernest Thesiger 
Phebe  Judy Parrish 
Audrey  Patricia Englund 
Sir Oliver Martext  Jay Robinson 
William  Robert Foster 
Rowland  Craig Timberlake 
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APPENDIX V 
Cast List for the Production of 
As You Like It for the 
Royal Shakespeare Company in 1961/62 
Director   Michael Elliott 
Scenery and Costume Designs. . . Richard Negri 
Music George Hall 
Orlando  Ian Bannen 
Adam  Clifford Rose 
Oliver  David Buck 
Dennis  Bruce McKenzie 
Charles  Sebastian Breaks 
Rosalind  Vanessa Redgrave 
Celia  Rosalind Knight 
Touchstone  Patrick Wymark 
Le Beau  Ian Richardson 
Frederick  Tony Church 
Banished Duke  Paul Hardwick 
Corin  Russell Hunter 
Silvius  Peter Gill 
Jaques  Max Adrien 
Audrey  Patsy Byrne 
Sir Oliver Martext  William Wallis 
Phebe   Jeanne Heppel 
William  Richard Barr 
Others:  Gareth Morgan, Barry Stockwell, Michael 
Stephens, Eric Flynn, James Kerry, Susan 
Engel, Narissa Knights, Rosemary Mussell, 
Georgina Ward, Julian Battersby, Peter 
Holmes, Michael Murray, Ronald Scott- 
Dodd, Michael Warchus, Brian Wright. 
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APPENDIX VI 
List of Libraries and Centers for Performing Arts 
Research in the United States and England 
Bennans and Nathans 
Research Library 
40 Camden Street 
London NWI 
England 
British Theatre Museum 
Victoria and Albert Museum 
South Kensington, 
London, SW 
(The Debenham bequest) 
England 
City of Philadelphia 
Free Library 
Theatre Collection 
Logan Square 
Philadelphia, Pennsylvania 19103 
Harvard Theatre Collection 
Harvard College Library 
Cambridge, Massachusetts 02138 
The Hon. Librarian 
Vic-Wells Association 
185 Honor Oaks Road 
London, SE 23 
England 
Hulton Picture Library 
Marytebone 
High Street 
London WI 
England 
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The Illustrated London News 
Picture Library 
A Bloomsburg Square 
London WCIA 2RL 
England 
Library and Museum of the Performing Arts 
The New York Public Library at Lincoln Center 
111 Amsterdam Avenue 
New York, New York 10023 
Mander Mitchenson Museum 
5 Venner Road 
London, SE 26 
England 
Memorial Library 
Royal Shakespeare Theatre Company 
Stratford-on-Avon 
Warwickshire 
New York Theatre Critics Review 
A Park Avenue 
Suite 21D 
New York, New York 10016 
The Old Vic Theatre 
The Royal Victoria Hall Foundation 
Waterloo Road 
SE1 8NB 
London 
England 
Smithsonian Institution 
Information and Research Center 
51 Building, Great Hall 
Washington, DC 20560 
Theatre Guild Collection 
Heinecke Rare Book and Manuscript Library 
Yale University Library 
1603 Yale Station 
New Haven, Connecticut 06526 
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Vita 
Mary Ann J. Pasda was born in Allentown, Pennsylvania on 
September 19, 1953.  Her father, Joseph J. Pasda, is employed 
by the government, and her mother, Josephine D. Pasda, is a 
teacher and a professional artist.  Miss Pasda attended schools 
in Bethlehem, Pennsylvania for her primary and secondary 
education.  She studied at Notre Dame Elementary Parochial' 
School from first to seventh grades, Northeast Junior High 
School for eighth grade, East Hills Junior High School for 
ninth grade and Freedom Senior High School from tenth through 
twelfth grades.  From 1960 to 1971, Miss Pasda attended 
private schools to study dramatic art, visual art and dance. 
In 1968, she was awarded a scholarship to the Fine Arts 
Program to study dramatics and art at a summer program for 
high school students at Westminster College.  In 1971, she 
was elected to Outstanding High School Students of America. 
Mary Ann Pasda attended The Pennsylvania State University, 
State College, Pennsylvania, from 1971 to 1975.  While doing 
so, she also took additional courses in theatre arts and 
literature at Muhlenberg College, Allentown, Pennsylvania, 
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and Allentovn College of St. Francis de Salles, Center Valley, 
Pennsylvania.  During the summer of 1974, she studied theatre 
and art at The Cape Cod Community College, Barnstable, 
Massachusetts.  Miss Pasda graduated from Penn State in May, 
1975 with a Bachelor of Arts in Theatre Arts.  A Summa Cum 
Laude graduate, she was chosen as the representative for the 
College of Arts and Architecture at graduation.  Her honors 
include membership in Phi Beta Kappa, Phi Kappa Phi, Who's 
Who in American Colleges and Universities, and Mortar Board. 
While at Penn State, Miss Pasda appeared in major theatrical 
productions.  Her credits include the role of Amelia in The 
House of Bernarda Alba, the Reporter from Paris in Breasts of 
Tlresias, the Mermaid in Ofoti and Joan in St. Joan. 
Miss Pasda entered the graduate program in English at 
Lehigh University in December, 1975.  In March of 1976, she 
was granted a scholarship for one year and membership into 
Sigma Tau Delta.  In the fall of that year, she taught speech 
under Professor Barker for the Department of Theatre and Speech. 
During this time, she portrayed Ophelia in a production of 
Hamlet presented for The American Theatre Association in 
Annapolis, Maryland. 
Mary Ann Pasda*s professional experience in teaching 
101 
began in 1975 when she tutored english, reading and speech for 
Project Aware at The Northampton County Area Community College. 
From 1976 to 1979, she served on the English Faculty at that 
college as a Professional Assistant in the Reading-Writing Lab. 
In 1977, the Center for Adult Learning chose her as the 
Director of Theatre for children at the Community College. 
Miss Pasda has written, directed and produced four original 
musicals with children performing for the public between 
1977 and 1980.  She has taught art to children and adults 
for Tempest Studios, Bethlehem, Pennsylvania from 1975 to the 
present.  Miss Pasda's recent honors include election into 
Outstanding Young Women of America in 1976, and an Outstanding 
Service Award from Project Aware in 1978. 
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